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UNIVERSITY OF LEEDS 
 
This essay explores the ways in which Racine defines the physical and conceptual spaces 
which his characters inhabit in Bérénice, and illustrates the semantic complexity of some of 
WKHSOD\¶VSULQFLSDOWHUPV 
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,O\DWDQWGHGpWRXUV	WDQWGHUHSOLVGDQVOHF°XUGHO¶KRPPHTX¶LOHVWOHSOXV
souvent incoQQXjO¶KRPPHPHVme... 4XHO¶DPHVHWURPSH	 se seduit souvent elle-
mesme; que ce qui nage sur la surface de la pensée est bien different de ce qui est 
cDFKpGDQVOHF°XU1 
 
In 2011 a particularly illuminating production of Bérénice was staged at the Comédie 
française, directed by Muriel Mayette and designed by Yves Bernard.2  It exemplified a 
certain ideal of Racine: uncluttered and largely abstract; outwardly cool, yet inwardly 
passionate; visually luminous, clear, and elegant; the verse spoken with an intelligent mixture 
of formality and emotion.  The style of this production contrasted with the mode of 
performance developed recently for seventeenth-century drama by Benjamin Lazar, drawing 
on the work of Eugène Green.3  Lazar specializes in performances which, besides using 
seventeenth-century pronunciation, costumes and music, also make use only of candles for 
illumination: his actors sometimes inhabit separate pools of light in a surrounding darkness, 
as if they were figures in a painting by Georges de la Tour or Godfried Schalken.  They also 
                                                 
1
 Antoine Arnauld, De la fréquente communion (Paris: Pierre Auboin, 1669), pp. 366-7 [Part II Chapter XII].  
The second sentence is a quotation from St Gregory. 
2
 The same team produced a visually similar and equally impressive production of Andromaque the previous 
year.  Photographs from these two productions appear on the website of the Comédie française. 
3
 7KHUHLVD'9'RQWKH$OSKDODEHORI/D]DU¶VSURGXFWLRQRI0ROLèUH¶VLe Bourgeois Gentilhomme, and 
photographs from his productions of works by Théophile de Viau and Cyrano de Bérgerac can be found by 
searching the wHEXQGHU/D]DU¶VQDPH(XJqQH*UHHQKDVVHWRXWKLVLQWHUSUHWDWLRQRIEDURTXHWKHDWUHLQLa 
Parole baroque (Paris: Desclée de Brouwer, 2001). 
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address their words not towards other characters but outwards towards the audience, as if 
they were only partially connecting with those with whom they share the stage. 
 These contrasting styles of performance and, in particular, of lighting, call to mind the 
title which Henri Meschonnic gave to an essay on the French language which he published in 
1997: µCe que la clarté empêche de voir¶.4  What is it that clarity prevents us from seeing?  In 
the theatre, lighting creates and defines the spaces within which the characters exist.  
%HUQDUG¶VOLJKWLQJfor the Comédie française creates a shared space in which everything is 
visible; it is, we might say, a rational lighting which prizes clarity.  Lazar, by contrast, shows 
us individual characters illuminated by single candles which they hold or which are placed 
near them; these candles create spaces which are particular to each individual, and though 
there may be some footlights or sconces which generate a diffused background illumination 
for the stage, the overall impression is of individualized rather than collective spaces.5  We 
might compare the sleepwalking scene in Macbeth (Act V scene i), when Lady Macbeth, 
KROGLQJDWDSHUJRHVEDFNLQKHUPLQGRYHUWKHVFHQHRI'XQFDQ¶VPXUGHUFDXJKWLQD 
peculiar loop of time which keeps returning her to that one crucial moment rather than 
allowing her to move forward; and the space which she inhabits at this moment, defined 
theatrically by her candle, is her own distinctive world to which the two attendants who 
observe her have no access.  It is the light which she carries which helps to mark out the time 
and space which she inhabits as being her own particular world, observable by others, 
perhaps, but not one which they can enter.  I have suggested in my book The Strangeness of 
Tragedy that we might borrow WKHVFLHQWLILFWHUPµVLQJXODULW\¶IRUVXFKRFFDVLRQVZKHQWKH
usual laws of time and space seem to be suspended around the tragic protagonist so that they 
no longer share the temporal and spatial dimensions in which other characters exist.6  In the 
work of Racine it is perhaps Phèdre who most obviously inhabits a singularity, her present 
overwhelmingly defined by the coup de foudre when she first saw Hippolyte²a moment 
within which she is still, in some respects, enclosed; and the spaces of Phèdre are also 
distinctive and set apart from those of the other characters, whether we are thinking of the 
reluctance with which she emerges onto the scene at the beginning of the play, or the inner 
                                                 
4
 +HQUL0HVFKRQQLFµCe que la clarté empêche de voir¶Esprit, 230-231 (1997), 51-63.  
5
 For contemporary or near-contemporary illustrations of the use of individual candles on the French stage see 
WKHSODWHVLQ'DYLG*0XOOHUµ7KHDWULFDOLFRQRJUDSK\Jeu de ScèneDQGUHFRJQL]LQJWKHµ7DEOH6FHQHV¶LQ
MolièUH¶V Tartuffe¶ Seventeenth-Century French Studies, 35 (2013), 54-68. 
6
 Paul Hammond, The Strangeness of Tragedy (Oxford: Oxford University Press, 2009), p. 126.  The OED 
supplies this quotation from Nature to illustrate its sense 9e for singularityµ,QWKHSK\VLFDOZRUOGZHPD\WDNH 
WKHSKUDVH³VSDFH-WLPHVLQJXODULW\´WRPHDQDUHJLRQLQZKLFKVSDFHDQGWLPHKDYHEHFRPHVRORFDOO\GLVWRUWHG
WKDWWKHSUHVHQWODZVRISK\VLFVDUHQRORQJHUDSSOLFDEOH¶ 
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spaces of her own mind and body within which she feels the fires of Vénus.   Phèdre inhabits 
singular forms of time and space. 7  In the present essay I would like to explore the singular 
and collectLYHVSDFHVZKLFK5DFLQH¶VUKHWRULFFUHDWHVLQ Bérénice, for in this play there is 
often an illusory clarity to the language, in that the key words may mark unbridgeable gaps of 
understanding between the characters instead of shared concepts and values.8 
W 
In the course of the play characters are drawn out of their individual spaces into a dawning 
recognition of the spaces of others, even if those spaces cannot quite be shared.  Indeed, some 
of the most poignant moments occur when someone realizes that such spaces will never be 
shared, or when we as an audience see that they are making a terrible mistake in assuming 
that they do share what cannot or will not be shared.  The play is staged in a µ&DELQHW¶ 
between the apartment of Titus and that of Bérénice,9 and though we are told that 
  ce Cabinet superbe et solitaire, 
Des secrets de Titus est le dépositaire. 
 &¶HVWLFLTXHOTXHIRLVTX¶LOVHFDFKHjVD&RXU 
 /RUVTX¶LOYLHQWjOD5HLQHH[SOLTXHUVRQDPRXU1.2, 3-6) 10 
it is a liminal space where neither character is securely in possession, and neither ever crosses 
over into the enclosure of the RWKHU¶VZRUOG7KHimportance of the way this space is 
occupied is highlighted by an unusual break in the liaison des scènes when the stage is 
momentarily left empty as Bérénice takes flight from the approach of Titus: at this point there 
is no ground on which they can meet, no way in which the space which lies between them 
can be shared (4.2, 982). 
In the theatre lighting defines space, but space is also defined by language.  And one 
might argue WKDWLQWKLVSOD\ZHKDYHWKHUKHWRULFDOHTXLYDOHQWRI/D]DU¶VFDQGOHOLJKWUDWKHU
than Bernard¶V even illuminationWKDWLVWRVD\5DFLQH¶VFKDUDFWHUVDUHHQFORVHGZLWKLQWKHLU
individual conceptual spaces, as isolated monads who may appear to speak the same 
language, but whose use of a shared vocabulary gradually comes to highlight their 
                                                 
7
 See The Strangeness of Tragedy, ch. 10, for a reading of Phèdre from this perspective. 
8
 ,DFNQRZOHGJHDJHQHUDOGHEWLQWKLVHVVD\WR5RODQG%DUWKHV¶Sur Racine (1963)(¯uvres complètes, 5 vols 
(Paris: Éditions du Seuil, 2002), ii 51-174).  For a different reading of the psychology of the characters see 
Charles Mauron, /¶,QFRQVFLHQWGDQV O¶°uvre et la vie de Racine (Aix-en-Provence: La Faculté des Lettres, 
DQGIRUWKRXJKWIXOVWXGLHVRIWKHSUREOHPVRIFRPPXQLFDWLRQEHWZHHQ5DFLQH¶VFKDUDFWHUVVHHDavid 
Maskell, Racine: A Theatrical Reading  (Oxford: Clarendon Press, 1991); Henry Phillips, Racine: Language 
and Theatre (Durham: University of Durham, 1994); and Mary Reilly, Racine: Language, Violence and Power 
(Bern: Peter Lang, 2005). 
9
 )RUWKHVLJQLILFDQFHRIWKLVµ&DELQHW¶VHH0DVNHOOSS-6. 
10
 Quotations are taken from Racine, ¯uvres complètes: I: Théâtre - Poésie, edited by Georges Forestier, 
Bibliothèque de la Pléiade (Paris: Gallimard, 1999). 
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irremediable apartness.  We see their individual and incompatible understandings of key 
terms, and the incompatibility of the conceptual structures, the structures of feeling and of 
values, of which these terms are the shorthand signs.  Racine, we know, uses a limited 
vocabulary, and it is this very limitation which draws us as an audience to become attentive 
to the repetition and the instability of key words, to the instability which comes through 
repetition, as each successive usage minutely reconfigures the semantic field of the term.  In 
the case of Bérénice the list of such words might include amour (of which the whole play is, 
in effect, a definition), set against its analogue amitié: the amour of Antiochus for Bérénice is 
concealed for much of the play under the veil of amitié (1.4, 243-4), while Titus thinks that 
$QWLRFKXVLVIRU%pUpQLFHµXQ$PLYpULWDEOH¶3.1, 696; cp. 699) and imagines that he is 
FRQVROLGDWLQJWKHµamitié VLEHOOH¶EHWZHHQ$QWLRFKXVDQG%pUpQLFHE\VHWWOLQJWKHPLQ
adjacent kingdoms (3.1, 761).11  There is also the word F°XU, played against its near-
homonym and near-antonym cour, the demands of the heart and of the imperial court both 
pulling at Titus.  The two words c°ur and cour are brought into close proximity when Titus 
offers Bérénice µO¶HVSRLUGHUpJQHUHWGHYLYUHHQPRQF°XU¶ZKLOHKHUHPDLQVµ*pPLVVDQW
GDQVPD&RXU¶3.1, 749, 752).  And here it is the textual proximity of F°XU and cour which 
signals the tragic gap which has opened up between them, signalling what will for Bérénice 
be an utopie, a no-space.  &°XU is a word to which we shall return. 
Then there is the gloire which also weighs upon Titus, and whose meaning seems to 
vary between the glittering rewards of empire and the unwelcome moral duty of rule.12  Its 
semantic field includes: 
+RQQHXUORDQJHHVWLPHUHSXWDWLRQTXLSURFHGHGXPHULWHG¶XQHSHUVRQQHGH
O¶H[FHOOHQFHGHVHVDFWLRQVRXGHVHVRXYUDJHV« 
,OVHSUHQGDXVVLTXHOTXHIRLVSRXU(FODWVSOHQGHXU« 
Gloire, Se prend souvent en mauvaise part, & signifie, Orgueil, sotte vanité.13 
                                                 
11
 Cp. 1.4, 262-ZKHUH%pUpQLFHUHEXNHV$QWLRFKXVIRUKDYLQJGHFODUHGKLPVHOIKHUµ$PDQW¶EXWSURPLVHVWKDW
µGHPRQDPLWLpPRQVLOHQFHHVWXQJDJH¶DQG3.1, ZKHQ7LWXVVD\VWR$QWLRFKXVµ9RXVTXHO¶DPLWLpVHXOH
DWWDFKHVXUVHVSDV¶)RUDQDQDO\VLVRIUR\DO amitié LQWKLVSHULRGVHH'HOSKLQH$PVWXW]µ&RPPHQWSHQVHU
O¶DPLWLpUR\DOHjO¶kJHEDURTXH"¶Seventeenth-Century French Studies, 34 (2012), 26-37. 
12
 Gloire signifying the moral duties of rule: 2.2, UHIHUULQJWR$QWRLQH¶VQHJOHFWRIµgloire¶IRU&Oéopâtre; 
3.1, 7LWXVVD\LQJµFédons à QRWUHJORLUH¶Gloire signifying the grandeur of empire: 3.2, 796, when 
$QWLRFKXVVD\VWKDWZKHQVKHUHWXUQVWRWKHHDVWDQGLVQRORQJHUZLWKLQWKHRUELWRIWKHµJUDQGHXU¶DQG
µVSOHQGHXU¶RI7LWXVBérénice may bHVXVFHSWLEOHWRKLVRZQµJORLUH¶,Qsuch examples the semantic field of 
µJORLUH¶DOVRLQFOXGHVDQHOHPHQWRIµUHSXWDWLRQ¶EHFDXVHZKHWKHURQHLVFRQVLGHULQJWKHGXWLHVRUWKHVSOHQGRXUV
RILPSHULDOJRYHUQPHQWWKHUHLVXVXDOO\DQDZDUHQHVVRIKRZRQH¶V conduct will appear to others.  The meaning 
µUHSXWDWLRQ¶VHHPVXSSHUPRVWZKHQ$QWLRFKXVVD\Vµ0DJORLUHPRQUHSRVWRXWP¶H[FLWHà SDUWLU¶3.4, 946). 
13
 /H'LFWLRQQDLUHGH/¶$FDGémie françoise, 4 vols (Paris: La veuve de Jean Baptiste Coignard, 1694), s.v. 
gloire.  Robert says that sense µHVWLPHKRQQHXUUéSXWDWLRQ¶is particularly common in the seventeenth century 
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Although Antiochus uses the word in a sense approximating to µ(FODWVSOHQGHXU¶ when 
imagining, early in the play, the life of a Roman empress upon which Bérénice seems about 
to embark (1.4, 187, 251),14 Titus appears to be more conscious of gloire as an unwelcome 
burden: 
 Et si je penche enfin du côté de ma Gloire, 
 &URLVTX¶LOP¶HQD FRWpSRXUYDLQFUHWDQWG¶DPRXU 
 'HVFRPEDWVGRQWPRQF°XUVDLJQHUDSOXVG¶XQMRXU2.2, 452-4) 
And there is a poignant redefinition of gloire when he reflects on the moral and emotional 
education which he has received through loving Bérénice, and exclaims: 
   Récompense cruelle! 
Tout ce que je lui dois va retomber sur elle. 
Pour prix de tant de gloire, et tant de vertus, 
Je lui dirai, Partez, et ne me voyez plus.  (2.2, 519-22) 
It is precisely because of her influence on him that he now understands the meaning and the 
GHPDQGVRIKLVµJORLUH¶DQGWKHQHHGWRH[HUFLVHKLVµYHUWXV¶  Yet gloire is also one of the 
DWWULEXWHVZKLFK7LWXVILQGVLQ%pUpQLFHµ%HDXWpJORLUHYHUWXMHWURXYHWRXWHQHOOH¶2.2, 
544), although XOWLPDWHO\WKHµJORLUH¶RI%pUpQLFHZKLFKPLJKWEHJORVVHGDVERWKKHU
SK\VLFDOUDGLDQFHDQGWKHUDGLDQFHRIKHUKRQRXUDEOHFRQGXFWVLQFHµJORLUH¶KHUHLV
VXVSHQGHGEHWZHHQDQGUHFHLYHVVRPHRILWVPHDQLQJIURPµEHDXWp¶DQGµYHUWX¶ZLOO
ultimately be powerless before the imperial gloire of Titus.  It is gloire LQWKHVHQVHRIµSRZHU
DQGWKHWUDSSLQJVRISRZHU¶²UDWKHUWKDQµWKHPRUDOGXWLHVRIRIILFH¶ which Titus prefers to 
invoke²which Bérénice means when she turns on him in Act V, and says: 
 Retournez, retournez vers ce Sénat auguste 
 Qui vient vous applaudir de votre cruauté. 
+pELHQDYHFSODLVLUO¶DYH]-vous écouté? 
Êtes-vous pleinement content de votre gloire? (5.5, 1340-3) 
$QGWKLVXVHRIµJORLUH¶PD\QRWEHZLWKRXWDQXQGHUFXUUHQWRI the sense µRrgueil¶.  Titus, 
however, VHHVµJORLUH¶DOPRVWDVan implacable Fate pursuing him ZKHQKHVD\VWKDWµ0D
JORLUHLQH[RUDEOHjWRXWHKHXUHPHVXLW¶5.6, 1406).  Through such usages, gloire, which as 
                                                                                                                                                        
(Le Grand Robert de la langue française, second edition edited by Alain Rey, 6 vols (Paris: Dictionnaires Le 
Robert, 2001), s.v. gloire).   
14
 Cp. %pUpQLFH¶VUHIHUHQFHWRWKHµJORLUH¶RIWKHHPSHURULQWKHFRQWH[WRIKHUGHSLFWLRQRIKLVµpFODW¶1.5, 307). 
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the power which draws Titus away from Bérénice one might have expected to retain a strong 
and stable meaning, is subjected to contested interpretations.15 
W 
Important semantic and emotive work is also assigned to parts of the body,16 notably the 
hands and the eyes which fashion spaces into which characters are invited, or from which 
they recoil.  These are instrumental in defining the spaces which the characters inhabit, but 
they also open out questions of agency when parts of the body seem to act independently of 
the whole, or when they seem to be synecdoches for the self:  who, exactly, is the subject 
who acts, and what coherence does this subject have?  To console Titus for the death of his 
IDWKHU%pUpQLFHµP¶RIIUHVDPDLQSRXUHVVX\HUPHVODUPHV¶2.2, 480) thus creating a space of 
compassion between the two lovers at precisely the moment when Titus himself is struggling 
to break silence.  Titus himself, when late for a meeting with Bérénice, has to use his hand to 
wipe away her tears (2.2, 540).  But when he insists on their separation, the hand which 
consoles becomes the hand which betrays by giving back her heart, and in the process even 
giving her death.  She says: 
1HO¶DYH]-vous reçu, cruel, que pour le rendre, 
Quand de vos VHXOHVPDLQVFHF°XUYRXGUDLWGppendre? 
. . . . . . . . 
Je pouvais de ma mort accuser votre Père, 
/H3HXSOHOH6pQDWWRXWO¶(PSLUH5RPDLQ 
7RXWO¶8QLYHUVSOXW{WTX¶XQHVLFKqUHPDLQ4.5, 1071-8) 
These hands never join. 
As for the significance of yeux (which appears more than fifty times in this play17), at 
several points the protagonists cannot bear to subject themselves to the gaze of another and to 
move into that space which the eyes define and control.  The gaze which might be that of 
love (for the eyes are traditionally the means by which love is enkindled) is more often that of 
judgment.  6RPHWLPHVWKHH\HVWKHPVHOYHVVSHDN$QWLRFKXVWHOOV%pUpQLFHµMHILVSDUOHUPHV
\HX[¶(1.4, 201)), and for Antiochus it is particularly painful that Bérénice, absorbed in her 
love for Titus, sees him without VHHLQJKLPµ-HIXLVGHV\HX[GLstraits | Qui me voyant 
                                                 
15
 ,QWKLVUHVSHFWWKHUHLVDFRQWUDVWZLWK&RUQHLOOH¶VHorace, where the demands of gloire, honneur, and vertu 
are relatively unambiguous, even if they generate conflicted loyalties in those characters who acknowledge their 
force. 
16
 )RU5DFLQH¶VXVHRISDUWVRIWKHERG\VHH-DFTXHV-Gabriel Cahen, Le Vocabulaire de Racine (Paris: Droz, 
1946), pp. 49-53.  
17
 Bryant C. Freeman, Concordance du théâtre et des poésies de Jean Racine, 2 vols (Ithaca, NY: Cornell 
University Press, 1968), s.v. 
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WRXMRXUVQHPHYR\DLHQWMDPDLV¶1.4, 277-8).  +HUHVROYHVWRJRµORLQGHVHV\HX[¶1.2, 34), 
but when he does declare his love Bérénice is astonished that he dares to appear in front of 
her, that µ,OIWTXHOTXH0RUWHOTXLSWLPpunément | Se venir à mes yeux déclarer mon 
$PDQW¶1.4, 261-2).  :KHQ7LWXVDVNV$QWLRFKXVµ9R\H]-ODGHPDSDUW¶3.1, µYRLU¶
VHHPVWRDZHDNYHUEOLNHWKHEODQG(QJOLVKHTXLYDOHQWµVHHKHU¶XQWLOZHXQGHUVWDQGIURP
$QWLRFKXV¶UHSO\WKHSDLQZKLFh results from him seeing Bérénice, from coming within the 
orbit of those yeux ZKLFKGRQRWUHDOO\VHHKLPµ0RL"SDUDvWUHjVHV\HX["¶3.1, 701).  
Antiochus imagines, briefly, that if he did accompany Bérénice back to Palestine there would 
be a chance that µ6HV\HX[PrPHSRXUURQWV¶DFFRXWXPHUDX[PLHQV¶ (3.2, 790), and although 
that terrain would be full of her memories of Titus, µBérénice y verra des traces de ma gloire¶ 
(3.2, 796).  %XWZKHQ$QWLRFKXVKDVWROGKHURI7LWXV¶GHWHUPLQDWLRQWKDWWKH\VKRXOd 
separate, she rounds on him and replies to his tentative and incomplete suggestion, µ9RXV
SRXUULH]LFLPHUHJDUGHU«¶3.3, 913) with a definitive sentence of banishment from her 
sphereµPour jamais à mes yeux gardez-YRXVGHSDUDvWUH¶3.3, 916). 
Titus KLPVHOILVZHOODZDUHRIWKHSRZHURI%pUpQLFH¶VJD]H.  He cannot look at her, 
and turns aside into his own parenthetical space, causing her to say: 
sans me répondre 
Vous détournez les yeux, et semblez vous confondre! 
1HP¶RIIULUH]-YRXVSOXVTX¶XQYLVDJHLnterdit?  (2.4, 595-7) 
He EHOLHYHVWKDWKLVµUHJDUGVPXHWV¶3.1, 737) over the past week will have prepared 
Bérénice for the news of his decision to leave her and embrace his gloire, but he knows that 
she will require a face-to-IDFHH[SODQDWLRQµ(OOHYHXWTX¶jVHV\HX[M¶H[SOLTXHPDSHQVpH¶
(3.1, 740).   Can he subject himself to her gaze? 
 Soutiendrai-je ces yeux dont la douce langueur 
 Sait si bien découvrir les chemins de mon c°XU" 
 Quand je verrai ces yeux armés de tous leurs charmes, 
 Attachés sur leVPLHQVP¶DFFDEOHUGHOHXUVODUPHV 
Me souviendrai-je alors de mon triste devoir? 
Pourrai-je dire enfin, Je ne veux plus vous voir? (4.4,  993-8) 
These eyes are capable of uncovering the hidden paths of his heart. 
Besides main and yeux, there is bouche, which sometimes only signifies the person 
who speaks, but more usually draws our attention to the importance of speech, its cost and its 
consequences.    More than a synecdoche for the speaker,  bouche reminds us of the physical 
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act of speaking, an act which all three characters find painful at times.  When Bérénice forbad 
Antiochus to speak,  
Votre bouche à la mienne ordonna de se taire. 
Je disputai longtemps, je fis parler mes yeux.  (1.4, 200-1) 
His speech is only a brief moment between two long periods of silence (1.4, 209-10).  He had 
hoped that  
  DXPRLQVMXVTX¶jYRXVSRUWpSDUPLOOHH[SORLWV 
 Mon nom pourrait parler, au défaut de ma voix. (1.4, 213-14) 
But it could not.  Antiochus can no longer bear to hear her speak WKHQDPHRI7LWXVµ&HQRP
TX¶jWRXVPRPHQWVYRWUHERXFKHUpSqWH¶1.4, 276).  The speech of Titus too is troubled: 
many times in the past week, says Titus, he had tried to speak: 
 J¶DLYRXOXGHYDQWHOOHHQRXYULUOHGLVFRXUV 
 Et dès le premier mot ma langue embarrassée 
Dans ma bouche vingt fois a demeuré glacée. (2.2, 474-6) 
µ/DQJXH¶KRYHUVEHWZHHQPHDQLQJµWRQJXH¶DQGPHDQLQJµVSHHFK¶WKHIRUPHUSK\VLFDOO\
blocked or frozen, the latter stumbling.18  As we become more aware of the fraught 
significance of VSDFHHYHQVXFKDSSDUHQWO\VLPSOHZRUGVDVµGHYDQW¶DQGµRXYULU¶WDNHRQD
weight of meaning: in front of Bérénice is the intimidating space in which Titus cannot open 
that discourse which he has kept so tightly shut.  Indeed, there is a special emphasis in 
Bérénice on secrecy, on the difficulty of drawing words out into the shared space: key words 
which recur to suggest this LQFOXGHµVHFUHW¶XVHV, µFDFKHU¶, µVLOHQFH¶, DQGµGpUREHU¶
(3).  And this drawing out is expressed through repeated wordVZLWKWKHSUHIL[µH[-¶
µH[SRVHU¶µH[SULPHU¶, µH[SOLTXHU¶ (used 10 times), DQGXOWLPDWHO\µH[LO¶.  µ9RXVVWHV
P¶LPSRVHUO¶H[LORXOHVLOHQFH¶VD\V$QWLRFKXV1.4, 204), but silence is itself an exile from 
the shared space. 
The climactic speech of Titus to Bérénice in Act IV weaves a troubled redefinition of 
several key words, including raison, gloire, amour, and F°XU: 
   Forcez votre amour à se taire, 
                                                 
18
 µ(PEDUUDV¶KDVERWKSK\VLFDODQGSV\FKRORJLFDOVHQVHVµ5HQFRQWUHGHSOXVLHXUVFKRVHVTXLV¶HPSHVFKHQWOHV
XQHVOHVDXWUHVGDQVXQFKHPLQGDQVXQSDVVDJH¶DQGµ/¶LUUHVROXWLRQGDQVODTXHOOHRQVHWURXYHVRXYHQWORUV
TX¶RQQHVçait quel parti prendre, ny par quelle voye sortir de quelque difficulté¶Le Dictionnaire de 
/¶$FDGémie françoise, s.v. embarras).  FuretièUHVKRZVWKDWµHPEDUUDV¶FDQEHVRPHWKLQJGHHSer than a social 
HPEDUUDVVPHQWµ(MBARRAS, se dit aussi figuréPHQWGHVFKDJULQVGHVLQTXLHWXGHVGHO¶DPH¶$QWRLQH)XUHWLère, 
Dictionaire Universel, 3 vols (The Hague: Arnout & Reinier Leers, 1690), s.v. embarras. Robert includes these 
relevant senses for embarrassé, one physical, one metaphoricalµ(QFRPEUé, gênpGDQVFHVPRXYHPHQWV¶
>FLWLQJWKLVH[DPSOH@µD(QSDUODQWGXGLVFRXUV4XLPDQTXHG¶DLVDQFHRXGHFODUWp¶Le Grand Robert, s.v. 
embarrassé). 
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(WG¶XQ°LOTXHODJORLUHHWODUDLVRQpFODLUH 
Contemplez mon devoir dans toute sa rigueur. 
Vous-même FRQWUHYRXVIRUWLILH]PRQF°XU4.5, 1051-4) 
But his µJORLUH¶µUDLVRQ¶DQGµGHYRLU¶DUHQRWFRQFHSWVZKLFK%pUpQLFHFDQUHDGLO\Geploy in 
the way that he wishes: she does not share his conceptual space.  She cannot force her love to 
be silent, as if it were an unruly subject whose obedience she should be able to command.  
1RUFDQDORYHU¶VH\HV²which have so powerfully configured that space around her into 
which Titus and Antiochus have hesitated to venture²be easily enlightened by what Titus 
WHUPVµJORLUH¶DQGµUDLVRQ¶Such abstract nouns are an only intermittently valid currency in 
the exchanges between the characters; they are also protagonists themselves in the 
psychomachia within Titus.  Nor are they entirely abstract, but²accompanied often by 
physical, indeed, visceral adjectives and verbs²they become unseen principals in the drama. 
As an example of the mutability of such key words, let us return to F°XU.  (Since the 
word occurs seventy times in this play we can only consider a few examples.)  Some critics 
KDYHVDLGWKDW5DFLQH¶VF°XU is merely a synonym or synecdoche for the pronoun je,19 but the 
heart is less than, more than, other than the self.  Nor is the je constant: at moments of 
pressure, each time the pronoun recurs, its referent has changed slightly, for the instability of 
the speaking self has been experienced in a new way, even from line to line.  One je is not 
completely co-terminous with another je from the same speaker.  (Racine might have said 
with 0RQWDLJQHµ-HQHSHLQdVSDVO¶HVtre, je peinds le passage«GHPLQXWHHQPLQXWH¶.20)  
Often the verb turns back upon its subject, controls and redefines its pronoun. 
W 
To explore further the troubling of the first person singular pronoun in Racine, let us turn 
aside for a moment to the speech LQZKLFK3KqGUHUHIOHFWVµ0RQPDOYLHQWGHSOXVORLQ¶21 
The SDVVDJHEHJLQVQRWZLWKµMH¶ (which occurs 27 times in these 41 lines) EXWZLWKµPRQ
PDO¶ZKLFKDVVRFLDWHGZLWKWKHYHUEvenir, is briefly consolidated as an agent which may be 
acting independently of Phèdre and her will; or it may be one element in the complex 
                                                 
19
 HJµ+HUHmon c°ur means not mon amour but simply je, or, more normally, je LQDQDPRURXVFRQWH[W¶3HWHU
France, 5DFLQH¶V5KHWRULF (Oxford: Oxford University PressSµ/DERXFKHOHF°ur, les mains, les 
yeux deviennent souvent, chex Racine, de simples équivalents de pronoms personnels aux 
TXHOVV¶DMRXWHQWGHWUès faibles nuances de sens, la bouche désignant la personne dans la mesure où elle est 
FDSDEOHGHV¶H[SULPHUOHc°ur HQWDQWTX¶HOOHDLPHHWVRXIIUHOHVmains HQWDQWTX¶HOOHDJLWOHVyeux en tant 
TX¶HOOHYRLW¶&DKHQS. 50).  But it is precisely the animation of the verbs which Racine associates with these 
QRXQVZKLFKSUHYHQWVWKHPIURPEHLQJµWUèVIDLEOHV¶  Phillips (pp. 96-7) comments on the importance of 
µERXFKH¶DQGµF°XU¶LQBérénice. 
20
 Essais, III LLµ'XUHSHQWLU¶0RQWDLJQHLes Essais, edited by Jean Balsamo et al., Bibliothèque de la Pléiade 
(Paris: Gallimard, 2007), pp. 844-5). 
21
 Racine, Phèdre et Hippolyte, 1.3, 269-310. 
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definition of her will.  If we consider the range of meanings which the Académie française 
recognized in the usage of the word mal, we find that her mal here could be physical or 
moral, could arise from within her or be imposed from without: 
&HTXLHVWFRQWUDLUHDXELHQ« 
Defaut, imperfection; soit du corps, comme, la difformité, la privation de la veuë; soit 
GHO¶HVSULWGHO¶DPHFRPPHO¶LJQRUDQFHODOHJHUHWpODEDVVHVVHGHF°XU« 
On dit, Mettre une femme à mal, pour dire, La seduire, la desbaucher. 
MalVLJQLILHSOXVSDUWLFXOLqUHPHQW'RXOHXU«0DODGLH« 
MalVHSUHQGTXHOTXHIRLVDEVROXPHQWSRXUPDODGLHYHQHULHQQH« 
Mal, signifie aussi, Dommage, perte, calamité.22 
My evil, my physical deformity, my sickness of the soul; my seduction, my disease, my pain; 
my calamity.  µ7KLV7KLQJRIGDUNHQHVVH,_$FNQRZOHGJHPLQH¶23  )RU3KqGUHWRVD\µMon 
PDO¶DFNQRZOHGJHVDOLQNWRLIQRWH[DFWO\DUHVSRQVLELOLW\IRUa complex condition which is 
DWRQFHSK\VLFDOVXIIHULQJDQGPRUDOIDLOLQJ+HUµPRQ¶GRHVQRWVLPSO\TXDOLI\µPDO¶LW
SHUPLWVµPDO¶LQWXUQWREHDSDUWLDOGHILQLWLRQRIKHUThe sequence of three repeated first 
person pronouns in the line µJe le visMHURXJLVMHSkOLVjVDYXH¶is followed by the 
DSSHDUDQFHRIµXQWURXEOH¶ZKLFKµV¶pOHYDGDQVPRQkPHpSHUGXH¶ (1.3, 273-4).  This 
µtURXEOH¶seems neither autonomous of Phèdre nor within her control; it is something which 
arises in her soul, and in thiVUHVSHFW5DFLQH¶VSV\FKRORJ\LVFORVHO\DOLJQHGZLWKWKHPLQGVHW
of the Greeks, who when thinking about extreme states of mind considered their causation to 
be both internal and external, at once arising within the individual and attributable to divine 
intervention.24  $VZHPRYHIURPµ-HOHYLV¶WRµ0HV\HX[QHYR\DLHQWSOXV¶ZHXQGHUVWDQG
KRZWKHERG\EHJLQVWRHVWUDQJHLWVHOIIURP3KqGUH¶VFRQWURO:KHQVKHVD\VµJe sentis tout 
mon corps et transir et brûler. | Je reconnus Vénus, et ses feux redoutableV¶ (1.3, 276-7) the 
je feels her body as if it were not herself, and the burning is recognized as the fires of 
Vénus²a two-fold alienation.  The je who built a temple to Vénus, and the je who searches 
LQWKHHQWUDLOVRIWKHVDFULILFLDOYLFWLPIRUKHUµUDLVRQpJDUpH¶ are unstable versions of the self, 
a self from which reason has strayed.  In vain her hand burnt the incense, in vain her mouth 
implored the goddess, for these were the actions of parts of the body which no longer acted as 
agents for an integrated and stable self, since the je ZDVREVHVVHGZLWK+LSSRO\WHµ-¶DGRUDLV
+LSSRO\WH« -¶RIIUDLVWRXWjFH'LHX¶+HUH\HVVDZ+LSSRO\WHZKHQWKH\ORRNHGDW7KpVpH
                                                 
22
 /H'LFWLRQQDLUHGH/¶$FDGémie françoise, s.v. mal.  
23
 Prospero speaking of Caliban in 6KDNHVSHDUH¶VThe Tempest, 5.1, 275-6. 
24
 See E. R. Dodds, The Greeks and the Irrational (Berkeley: University of California Press, 1951). 
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DQGHYHQWXDOO\µContre moi-PrPHHQILQM
RVDLPHUpYROWHU¶7KHVHSURQRXQVµPRL-PrPH¶
µMH¶DQGµPH¶ORRNDVLIWKH\DUHV\nonymous, but this deeply paradoxical utterance shows 
that they no longer coincide. Thereafter the je VHHPVWRDFWZLWKUHVROXWLRQDVµ-¶H[FLWDLPRQ
FRXUDJH« -¶affectai les chagrLQV«MHSUHVVDLVRQH[LO¶%XWZKHQVKHVDZKLPDJDLQit was 
not the resolute  je which acted, and there is a return to the vocabulary of a selfhood which 
has decomposed into disparate elements: 
Ma blessure trop vive aussitôt a saigné. 
Ce n'est plus une ardeur dans mes veines cachée.   
C'est Vénus toute entière à sa proie attachée. 
J'ai conçu pour mon crime une juste terreur. 
J'ai pris la vie en haine, et ma flamme en horreur.  (1.3, 304-8) 
Rimbaud, writing to Georges Izambard on 13 May 1871IDPRXVO\VDLGµ&¶HVWIDX[GHGLUH
Je pense.  On devrait dire: On me pense«-E HVWXQDXWUH¶25  +HUHLQ5DFLQH¶VSRHWU\3KqGUH
GRHVQRWTXLWHEHFRPHµXQDXWUH¶UDWKHUVKHEHFRPHVµGHVDXWUHV¶IUDJPHQWHGLQWRKDQG
mouth, and eyes, taken over by tKHµIHX[¶RI9pnus which she nevertheless acknowledges as 
µma IODPPH¶; and only with difficulty maintaining enough sense of her je for it to form the 
subject of those verbs.  Who is thinking her? 
W 
Let us return to Bérénice, and its rhetoric of the F°XU.  When Bérénice says that in seeking 
Antiochus she is trying to escape from the fair-weather friends of the Roman court, she seeks 
µXQ$PLTXLPHSDUOHGXF°XU¶1.4, EXWµSDUOHGXF°XU¶² speak from his heart, speak 
unfeignedly²is just what he cannot do unless he is to speak of his heart in a way contrary to 
her expectations.  At the end of Act I Bérénice seeks a meeting with Titus at which she will 
VD\µWRXWFHTX¶DX[F°XUVO¶XQGHO¶DXWUHFRQWHQWV_,QVSLUHQWGHVWUDQVSRUWVUHtenus si 
ORQJWHPSV¶1.5, 325-6).  But such reciprocity is soon shown to be illusory.  She is sadly 
mistaken again in her reading of the hearts of others when she speaks to Titus and says that 
his companion Paulin knows the secret of their hearts: 
  car je sais que cet Ami sincère 
 Du secret de nos F°XUVFRQQDvWWRXWOHP\VWqUH2.4, 563-4) 
+HUHµF°XUV¶LVDSOXUDOQRXQEXWµVHFUHW¶DQGµP\VWqUH¶DUHVLQJXODUVKHLVDVVXPLQJWKDW
there is a single shared secret, a single mystery which unites their two hearts, but of course 
                                                 
25
 Arthur Rimbaud, ¯uvres complètes, edited by A. Rolland de Renéville and Jules Mouquet, Bibliothèque de la 
Pléiade (Paris: Gallimard, 1963), p. 268. 
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she is unaware at this point in Act II that the heart of Titus harbours a secret quite different 
from hers. 
,Q5DFLQH¶Vtexts F°XU is both a physical and an abstract noun; at times it can indeed 
seem to be synonymous with the entire person, but at other times it appears to be a quasi-
autonomous agent.  A striking instance of the way in which F°XU is not simply a synonym for 
je occurs when Titus says to Bérénice in Act IV: 
Et c'est moi seul aussi qui pouvais me détruire.  
Je pouvais vivre alors, et me laisser séduire; 
0RQF°ur se gardait bien d'aller dans l'avenir 
Chercher ce qui pouvait un jour nous désunir.  
Je voulais qu'à mes v°ux rien ne fût invincible, 
Je n'examinais rien, j'espérais l'impossible. 
Que sais-je? J'espérais de mourir à vos yeux, 
Avant que d'en venir à ces cruels adieux. 
Les obstacles semblaient renouveler ma flamme,  
Tout l'Empire parlait.  Mais la Gloire, Madame, 
Ne s'était poiQWHQFRUIDLWHQWHQGUHjPRQF°ur 
Du tonGRQWHOOHSDUOHDXF°ur d'un Empereur. 
Je sais tous les tourments où ce dessein me livre. 
Je sens bien que sans vous je ne saurais plus vivre, 
4XHPRQF°ur de moi-même est prêt à s'éloigner. 
Mais il ne s'agit plus de vivre, il faut régner. (4.5, 1087-1102) 
The precarious integrity of the self at this point is signalled by the near-paradox of that first 
lineµEt c'est moi seuODXVVLTXLSRXYDLVPHGpWUXLUH¶µ0RQF°XU¶LQOLQHVHHPVWREH
the love of Titus for Bérénice which will not allow him to imagine any risk of their 
separation, and it is this version of his F°XU which seems to define his je in the subsequent 
lines: the je acts in accordance with the wishes and the fears of the heart in love.  Previously, 
he says, µODGORLUH¶KDGQRWmade itself heard with that forcefulness with which it speaks to 
the heart of an emperor.  So is it the heart of an emperor which Titus now has, from which he 
now speaks?  :KHWKHUµF°XU¶LV the heart of an emperor or of a lover, it no longer entirely 
defines WKHµMH¶RIOLQHµJe sens bien que sanVYRXVMHQHVDXUDLVSOXVYLYUH¶, where there 
is a significant GRXEOLQJRIWKHµMH¶DQGDWUDJLFJDSEHWZHHQWKHWZRSURQRXQV²the I in the 
present who recognizes that the distinct I of the future would not know how he could 
FRQWLQXHWROLYH:KHQ7LWXVWKHQVD\Vµ4XHPRQF°ur de moi-même est prêt à s'éloigner¶
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we see that a division has opened up between heart and self, with the heart on the point of 
departing from the self.26  After this expression of incipient self-division, Titus resorts to a 
wholly impersonal construction when defining his future in line 1102, where there is no room 
IRUµF°XU¶DQGIURPZKLFKWKHILUVWSHUVRQVLQJXODUKDVGLVDSSHDUHG 
 In her reply, Bérénice says: 
Hé bien régnez, cruel, contentez votre Gloire. 
Je ne dispute plus.  J'attendais, pour vous croire, 
Que cette même bouche, après mille serments  
D'un amour, qui devait unir tous nos moments, 
Cette bouche à mes yeux s'avouant infidèle, 
M'ordonnât elle-même une absence éternelle.  (4.5, 1103-8)    
Bérénice VHL]HVRQKLVZRUGµ*ORLUH¶DQGKHUYHUEµFRQWHQWH]¶DOPRVWSHUVRQLILHVLW as if it 
were a rival mistress to be satisfied.  (Indeed, the near-personification of Gloire as a lover has 
DOUHDG\DSSHDUHGLQ7LWXV¶OLQHµ$K4XHVRXVGHEHDX[QRPVFHWWH*ORLUHHVWFUXHOOH¶2.2, 
µFUXHOOH¶EHLQJSDUWRIWKHYRFDEXODU\RIDQJXLVKHGFRXUWVKLS She ignores his attempts 
to define his predicament through the concept of hiVµF°XU¶, and instead reduces him to the 
faithless µERXFKH¶ which used to swear a love which would unite their moments, implying a 
treacherous separation between mouth and heart.  When Titus replies: 
Que dis-je? En ce moment mon coeur, hors de lui-même  
S'oublie, et se souvient seulement qu'il vous aime.  (4.5, 1135-6) 
WKHµMH¶GRHVQRWNQRZZKDWLWLVVD\LQJDQGWKHµF°XU¶IRUJHWVLWVHOI, recalling only that it 
loves her.  What does it mean to say that the heartµhors de lui-même¶ µV¶RXEOLH¶ZKLOH
VLPXOWDQHRXVO\µVHVRXYLHQW¶"  The linguistic paradoxes here eloquently express the inner 
dislocation of Titus.  The heart has moved away from itself, forgetting its full identity, and 
reconfiguring itself exclusively through the recognition (but actually it is a recollection, a call 
to remembrance) of its love for Bérénice.  :KHQ%pUpQLFHWHOOVKLPWKDWµ'HWRXVYRV
VHQWLPHQWVPRQF°XUHVWpFODLUFL¶4.5, 1173) this is a tragic illumination of her heart. 
W 
There is a disconcerting autonomy created by those reflexive verbs µV¶RXEOLH¶DQGµse 
VRXYLHQW¶ZKLFKKDYHµF°XU¶DVWKHLUVXEMHFW(OVHZKHUH µVHUHQGUH¶(2.2, 447), µVHVHQWLU¶ 
(2.4, 622)µV¶H[SOLTXHU¶(3.2, 783), µV¶HIIDURXFKHr¶ (3.2, 835)µVHJDUGHU¶ (4.5, 1089), 
µs'éloigner¶ (4.5, 1101)µV¶pJDUHU¶ (4.8, 1242)DQGµVHWURXEOHU¶ (5.7, 1495) are all linked to 
                                                 
26
 &Sµ&HF°ur que vous voyez tout prêt à V¶éJDUHU¶4.8, 1242DQGµ,OIDOODLW«UHQRQFHUjPRL-PrPH¶2.2, 
µPRL-PrPH¶LQWKLVFRQWH[WEHLQJLQHIIHFWWKHVWDWHLQZKLFK7LWXVORYHG%pUpQLFH 
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µF°XU¶; µVHUpSDQGUH¶ (2.2, 515) and µV¶pSDQFKHU¶(3.1, 677) OLQNHGWRµPDLQ¶µV¶DFFRUGHU¶ 
(1.3, 128)µVHWDLUH¶ (1.4, 200), and µV¶DYRXHU¶WRµERXFKH¶4.5, 1107); and µV¶DFFRXWXPHU¶WR
µ\HX[¶3.2, 790).  As well as these parts of the body, several abstract nouns govern reflexive 
verbs, including µMHXQHVVH¶ which is found with µV¶pJDUHU¶2.2, 507)µDPRXU¶ZLWKµVHWDLUH¶ 
(2.2, 450) and µV¶LPSRUWXQHU¶2.4, 573), and µJORLUH¶with µV¶DSSUHQGUH¶ (1.4, 251) and µVH
IDLUHHQWHQGUH¶4.5, 1097).  Not all reflexive verbs are reflexive in the same way, of course: 
VRPHLQGLFDWHDQDFWLRQZKLFKWKHVXEMHFWSHUIRUPVRQKLPVHOIHJµje me lavH¶ZKLOH
others seem to emphasise that the action serves to benefit or consolidate WKHVXEMHFWHJµMH
PHVRXYLHQV¶µMHP¶pFKDSSHGHO¶HQQHPL¶.  But in each case the self-assertion or self-
enclosing performed by the reflexive verb reasserts the agent.  So when parts of the body are 
made the subjects of reflexive verbs, they acquire a degree of autonomy from the dramatic 
character; and when reflexive verbs are associated with abstract nouns they attribute agency 
to these concepts, VRWKDWµJORLUH¶RUµDPRXU¶PRPHQWDULO\EHFRPHpersonified as players.  
Reflexive verbs thus consolidate forms of subjectivity around agents other than the principal 
characters, initiating miniature dramas such as the scenario implicit in the image µXQWURXEOH
V¶pOHYD¶LQWKHspeech from Phèdre.  (Where did it arise from?  Through what impulsion did it 
raise itself?)  And once we become attuned to the complex miniature dramas created by these 
verbs, we are likely to see more clearly that in DVWDWHPHQWVXFKDVµPRLVHXOWURSSURPSWjPH
WURXEOHU¶4.4, 1005) the reflexive verb does not consolidate but dissipate the agent, the near-
tautologies serving to map interior distances between µPRL¶DQGµPH¶ which bring selfhood 
almost to the point of dissolution.   And so the play could be read as an extended meditation 
on the reflexive self-betrayals signalled in P\HSLJUDSKµ4XHO¶DPHVHWURPSH	VHVHGXLW
souvent elle-mesme¶ 
W 
In the spaces of Bérénice we see the proximity and the distance between the characters 
through their use of shared and not-quite-shared language. But the spaces of the characters 
are also defined by silence²that form of exile from the shared space²sometimes because it 
is silence which leads one to wonder about the F°XU which at such moments cannot find 
expression.27  In Act I Antiochus turns aside from Bérénice and says to himself, µ,OIDOODLW
SDUWLUVDQVODUHYRLU¶1.4, 182), in a stage silence which prompts her impatient demand to 
NQRZWKHµP\VWqUH¶ZKLFKWKLVVLOHQFHVHHPVWREHFRQFHDOLQJTitus too cannot quite bring 
himself to break the silHQFHDQGKLVVWXPEOLQJµ+pODV5RPH«/¶(PSLUH¶2.4, 623) 
                                                 
27
 For an exploration of the uses of silence in Bérénice  DQGRWKHUSOD\VVHH5LFKDUG3DULVK³µ8QFDOPHVL
IXQHVWH´6RPH7\SHVRI6LOHQFHLQ5DFLQH¶French Studies, 34 (1980), 385-400.  
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OHDGV%pUpQLFHWRDVNµTXHGLWFHVLOHQFH"¶2.5, 627).  When Antiochus later brings himself 
to tell her that she and Titus must part, we see her enclosing herself in a singular space which 
arrests the movement of dialogue: 
ANTIOCHUS 
De vous déclarer 
Qu'à jamais l'un de l'autre il faut vous séparer. 
BÉRÉNICE 
Nous séparer? Qui? Moi! Titus de Bérénice! 
ANTIOCHUS 
Il faut que devant vous je lui rende justice. 
7RXWFHTXHGDQVXQF°XUVHQVLEOHHWgénéreux 
L'Amour au désespoir peut rassembler d'affreux, 
Je l'ai vu dans le sien. Il pleure, il vous adore. 
Mais enfin que lui sert de vous aimer encore? 
Une reine est suspecte à l'Empire Romain. 
Il faut vous séparer, et vous partez demain. 
BÉRÉNICE 
Nous séparer! Hélas, Phénice!   (3.4, 893-903) 
The VHFRQGµNous séparer!¶LVERWKDUHVSRQVHWR$QWLRFKXV¶ODVWOLQHDQGDUHWXUQWRWKHHQG
RIKLVSUHYLRXVVSHHFKWKHUHSHDWHGµNous séparer!¶ORFNLQJ%pUpQLFHLQWRDVLQJXODULW\LQ
which her time and space are suddenly reconfigured by this tragic prospect.  Though she 
nominally addresses Phénice, at this point her companion functions primarily as part of 
5DFLQH¶V theatrical language of the self, an inner interlocutor, and her notional, speechless, 
presence accentuates the solitude of Bérénice.  This is a silence enclosed by fragments of 
soliloquy. 
 7KHUHSHWLWLRQGUDZVDWWHQWLRQWRWKDWZRUGµ1RXV¶,VµQRXVVpSDUHU¶DUHIOH[LYHYHUE
with a single, coherent plural subject?  2ULVµQRXV¶WKHREMHFt of the verb, and some 
undefined agent its subject?)  At several points in the play Bérénice has assumed that such a 
µQRXV¶H[LVWV,QAct IV she asks him, 
 5RPHDVHVGURLWV6HLJQHXU1¶DYH]-vous pas les vôtres? 
 Ses intérêts sont-ils plus sacrés que les nôtres?  (4.5, 1151-2) 
But by this stage in the play²indeed, even, perhaps, from its beginning²the pronouns 
µQRXV¶DQGµQRWUH¶UHIHUWRDXQLW\ZKLFKH[LVWVRQO\LQWKHLPDJLQDWLRQor in the desire, or in 
the memory, of Bérénice.  Improbably, she had LPDJLQHGWKH5RPDQVJDUODQGLQJµQRV
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LPDJHV¶1.5, 300),28 and had equally misconstrued the public spaces of Rome when she 
spoke of the prayers of the Roman people for Titus and said, 
 Je prétends quelque part à des souhaits si doux. 
Phénice, allons nous joiQGUHDX[Y°X[TX¶RQIDLWSRXUQRXV1.5, 321-2)29 
But the Romans were never praying for such a µQRXV¶LILQGHHGLWHYHUH[LVWHG  
 Tense, strangely contoured spaces are created most poignantly in the final Acte, when 
Titus silently reads the letter which Bérénice had written, and she silently subsides onto a 
chair.  Apparently in the first performance the actor playing Titus did indeed read aloud 
%pUpQLFH¶VOHWWHUEXWWKLVZDVGURSSHGLQVXEVHTXHQWSHUIRUPDQFHV30  The silence is surely 
more effective theatrically, as it creates a parenthetical space of profound reflection beyond 
the power of the voice.  Bérénice remains sitting, silent except only for one µ+pODV¶5.6, 
1435), for more than a hundred lines, wrapped in her own world, until she rises and takes 
charge not only of the stage space but of the time and space of all three principals. 
W 
:KHWKHUOLWHUDOO\RURQO\LQWKHPLQG¶VH\H7LWXV$QWLRFKXVDQGBérénice have been 
monads moving in spaces illuminated by single candles.  They have been separated by their 
shared vocabulary.  In her final speech, Bérénice brings into a common light her heart and the 
KHDUWRI7LWXV$VIRUKHUµ0RQF°XUYRXVHVWFRQQX¶5.7, 1487), she says: he knows that 
she has never wanted empire, she haVRQO\ZDQWHGWREHORYHG$VIRU7LWXVµ9RWUHF°XU
V¶HVWWURXEOpM¶DLYXFRXOHUYRVODUPHV¶5.7, 1495).  (The reflexive verb there is once again a 
notable psychological insight: his heart has troubled itself.)   Bérénice acknowledges her 
mistake in imagining that Titus no longer loves her, and now confidently makes each of them 
the subject of the same verbµ-HO¶DLPH«7LWXVP¶DLPH¶But such mutuality is illusory, for 
this not a complete quotation: the full line reads, µJHO¶DLPHMHOHIXLV7LWXVP¶DLPHLOPH
TXLWWH¶5.7, 1512).  It is almost too painful to recall the verbal echo here of her much earlier 
OLQHµ7LWXVP¶DLPHLOSHXWWRXWLOQ¶DSOXVTX¶jSDUOHU¶1.5, 298).  What we have witnessed 
in the gap between these two lines is a deep education in the meaning of the verb aimer, 
conducted through a drama in which concepts such as F°XU, gloire, and raison assert 
themselves, dissolve, and re-form, first within the individualized conceptual frameworks of 
each character, then within the shared and unshared spaces between the characters, and 
                                                 
28
 7KHUHDGLQJµQRVLPDJHV¶LVWKDWRIWKHILUVWHGLWLRQODWHU HGLWLRQVIURPFKDQJHGWKLVWRµVHV
LPDJHV¶PDNLQJWKHUHIHUHQFHDSSO\WRWKHVWDWXHVRI7LWXVDORQH¯XYUHVFRPSOqWHV, p. 1473). 
29
 $JDLQ5DFLQHUHYLVHGWKHWH[WUHPRYLQJWKHILUVWSHUVRQSOXUDOIURPWKHHGLWLRQWKHFRXSOHWUHDGVµ4XH
tardons-nous?  Allons pour son empire heureux | Au Ciel qui le protège offrir aussi nos v°X[¶¯XYUHV
complètes, p. 1473). 
30
 ¯XYUHVFRPSOqWHV, p. 1482. 
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ultimately within the shared alienation of the ending, controlled and defined by Bérénice 
herself.   This power of definition, of determining a final clarity, is all the power that remains 
to her.31 
 
  
                                                 
31
 This is a revised version of a paper presented at the conference of the Society for Seventeenth-Century French 
Studies in Cambridge in September 2013.  I am grateful to the participants at the conference for their generous 
and constructive comments. 
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